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ABSTRACT 


The lengthy investigations into the Byzantine music of Brasov and Tara Barsei have turned, over the 
years, into sources of primary importance both for the historical approaches and for the aspects related 
to the local church life, or to the later development of printing and book production and of culture and 
music in general. For the purpose of our study, we have not only analyzed a specialized and general 
bibliography, but have also identified primary archival documents and information, musical 
manuscripts with monodies by our great protopsaltes of the likes of: loan Radu Duma Braşoveanu, 
Hieromonk Macarie, Anton Pann, Dimitrie Suceveanu, protosingel Varlaam Bărăncescu, Nicolae 
Bratescu, George Ucenescu a.o. In support of our musicological study, we have considered several 
moments and stages that outlined the evolution of Byzantine music — through compositions and 
performances — in Southern Transylvania: Sibiu, Făgăraş, Braşov and Tara Bârsei. 
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The archival and musical documents about Brasov and Tara Barsei have always been 
sources of primary importance both for the history of our local education and religious life, 
and for the further developments in the fields of printing, books and culture in general. 

The archival research initiated in the early 20" century by Ioan Bogdan, Nicolae Iorga, 
Andrei Barseanu, Aurel Muresianu, Ion Muslea, Sterie Stinghe and later by Candid Muslea, 
revealed not only the profile of a city of professional traders, but also that of people with 
special spiritual interests related especially to the Church, school, customs and ancestral 


traditions. 
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1. Preamble to a matter of century-old history: Byzantine music and music of Byzantine 
tradition 

Considering Brasov as a cultural centre where many invisible paths of ideas and inter- 
human collaborations have met, we should never forget the circulation of manuscripts and 
printed books from the time of Deacon Coresi, or those written in Putna, Ipek (Serbia) or at 
the Krakow and Budapest printing presses, or those owed to generations of priests and 
teachers who devotedly served the church and school in those memorable places. 

In the course of our research on Byzantine music in Romania, with its oldest schools 
from Putna (1493) and Scheii Braşovului (1495), we noticed that until over the half of the 19" 
century, the only method of notation and codification of the Church monodies and local folk 
melodies was by using special signs called neumes [42, p. 29]. 

The main idea derived from the activity and ideals of the Transylvanian apprentices 
and scholars of the past centuries (translators and printers, scribes and church book peddlers, 
priests and teachers) was that dedicated to the victory and spread of our mother-tongue. 
Whether this school from Schei was throughout its history a "Slavonic school", or one that 
taught Greek, its younger or older students were undoubtedly writing in these languages, "but 
were translating and thinking in Romanian" (our translation of the Romanian original text) 
[72, p. 43]. To paraphrase a few words from the Letter of Paul the apostle to the Corinthians, 
Deacon Coresi wrote the following words in Cazania I: "I had rather speak five words with 
my understanding, that by my voice I might teach others also, than ten thousand words in an 
unknown tongue". There we have the profoundness of a message understood and carried out 
to the full by Hieromonk Macarie, Anton Pann, Nicolae Nil Poponea and other Romanian 
protopsaltes that followed. 

In the 19* century, confirming the idea that the Byzantine (psaltic) music has "a 
universal character, due to the widespread of Christianity, which itself is unitary in essence 
and in its primary forms of expression" (our translation) [68, p. 101], the Romanian 
protopsaltes used as models the chants and the Chrysanthine reform theory of 1814, but 
gained enormously through the Romanianization of the religious texts, which enabled the 
accommodation of this music with the language and musical qualities of its interpreters. 
Thanks to the school founded by Hieromonk Macarie, to Anton Pann and to the psaltic 


manuscripts circulated by the 19" and 20" century psaltes and protopsaltes', a musical 


' For a general overview, here are some of the works published between 1989 — 2010: Sebastian Barbu-Bucur, 
Cultura muzicală de tradiție bizantină pe teritoriul României in secolul XVIII şi începutul secolului XIX si 
aportul original al culturii autohtone, Bucharest, Editura Muzicală, 1989; Vasile Stanciu, Muzica bisericească 
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repertoire was built comprising works by Dimitrie Suceveanu, Visarion from Neamt 
Monastery, Varlaam Barancescu or George Ucenescu [22, pp. 342-344] from Brasov etc. The 
proof of these examples are the 18 manuscripts of psaltic music from Scheii Braşovului, on 
which we will add a few appropriate remarks. 

If Hieromonk Macarie and Anton Pann, Dimitrie Suceveanu and Stefanache Popescu, 
Varlaam Barancescu, George Ucenescu and others obviously belonged to the Romanian 
psaltic music school and culture, beginning with the second half of the 19" century the 
Byzantine monody (psaltic music) received a special infusion of harmonic choral music. The 
teachers, composers and choir conductors of 19" and 20" century Brasov, of the likes of 
Gheorghe Dima, Ciprian Porumbescu, Iacob Muresianu, Timotei and Nicolae (Niki) Popovici 
and several other illustrious Saxon musicians — supported by the Parish Committee of Schei — 


tied their artistic activities to the music and higher musical education of Western Europe. 


2. The School and "Saint Nicholas" Church of Scheii Braşovului in early documentary 

records (15"c. — 16" c.). 

Although the School of Schei was founded in the last quarter of the 15" century (1495? 
and thus not long after the foundation of the Music School of Putna (1493), the local teachers, 
Gheorghe Grámáticu and Radu Dascălu, continued to "go from house to house holding a cross 
and accompanying the priests on Epiphany Day" [6, p. 2], until the early years of the 
following century. The importance of the teachers of Schei results from the common 
knowledge that in the Romanian and European medieval schools, the singing of hymns was 
very important. "At times — appreciates Stefan Bársánescu — one of the «septem artes 
liberales» would prevail, giving the impression that the school had turned into a music school, 


with the protopsaltes its main teacher" (our translation) [19, p. 237]. 


ortodoxa din Transilvania, Editura Presa Universitara, Cluj-Napoca, 1996; Alexie Al. Buzera, Cultura muzicala 
românească de tradiţie bizantină din sec. al XIX-lea, Editura Scrisul Românesc, Craiova, 1989, pp. 90-218; 450- 
453; Constantin Catrina, Ipostaze ale muzicii de tradiţie bizantină din România, Editura Muzicală, Bucharest, 
2003; Domin Adam, Cultura muzicală bisericească în Eparhia Alba Iuliei, Editura Aeternitas, Alba Iulia, 2003; 
Florin Bucescu, Cântarea psaltică în manuscrisele moldoveneşti din secolul XIX. Ghidul manuscriselor psaltice 
— Moldova, sec. XIX, vol. I-II, Editura Artes, Iasi, 2009; Petru Stanciu, Cultura muzicală de tradiție bizantină în 
centrul Transilvaniei, Editura Renaşterea, Cluj-Napoca, 2010; Nicu Moldoveanu, Istoria muzicii bisericeşti la 
români, Editura Basilica, Bucharest, 2010. 

? After reading the literature on the School of Șchei (customs and evolution), Ph.D. Vasile Oltean concluded that 
the School of Șchei travelled a long way in its evolution from a preaching school for which the Homilies were 
written (12" c.), into a town school (16" c.), a grammar school (15" c.) and eventually a pedagogical elementary 
school in the 16" century. Beginning with this last century, the school "pursues its course according to the 
information provided by other publications, as well", V. Oltean, Prima scoala românească. Controverse in jurul 
unor atestări, in "Astra", Braşov, Issue No. 3, 1977, p. 15 
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Although, from Coresi’s time until late 17” century, "... church singing is performed 
«orally», without Byzantine neumes" (our translation) [16, p. 95], the fact that books were 
sent here by Moldovian monasteries already in the 16™ century indicates that the example of 
the Music School of Putna was not a mere happenstance, but a reference point for the 
beginning and also for later time. If, however, we have 
in mind that "St. Nicholas" Church of Schei also had the 
status of monastery until the end of the 18" century [38, 
p. 1, 8], we can better understand the context in which 
the historians, priests and teachers involved in the City's 
religious and cultural life were formed. 

The main object of study of the School of Schei, 
under the umbrella of "St. Nicholas" Church, was the 


Octoechos (Osmoglasnik). The copy presented here (see 


"m ONT ofScheii Braşovului | Catalogul de Carte Veche, issue no. 42), is considered to 
have been the earliest book on the learning of the tones? and on the unification of the 
Orthodox ecclesiastical services. 

Regarding the first religious books belonging to our cultural and spiritual heritage, 
printed in Venice [5, pp. 526-527], Ph.D. Vasile Tomescu reveals, as a result of the 
investigations undertaken by Virgil Molin and Dan Simonescu [63, pp. 1005-1034], the 
interesting fact that the Octoechos printed "by the order of Ioan Vlad on August 26, 1510, 
«through the efforts of Macarie», includes Tone 1 for weekdays and Tones 2 to 8 only for the 
hymns sung on Saturdays and Sundays" (our translation) [84, p. 226]. 

At the same time, Aron Voda, for example, helped the people of Schei, through the 
deed of gift of 28 November 1594, with 12,000 aspers, to provide for a set of clothes for two 
priests, two deacons "who had to sing in church and teach psaltic music even in schools" [16, 
p. 37], while Nicolae Pătraşcu, son of Michael the Brave, together with Lady Stanca and his 
sister Florica, gave the same church (1602) the estate of Micsunesti from Wallachia, so that 
the priests, deacons and church singers could pray "for our souls and for the whole 


Christianity..." [56, p. 74]. 


? [n other ancient manuscripts (BAR, ms. 682) or in Evangheliarul de la Râşnov (13" — 14" centuries) we also 
notice the presence of hymnographic texts designed primarily for religious chants. Such notes occur in almost all 
the books used in the Orthodox religious services. The tradition of copying or printing in red ink also occurs in 
the pages notated with neumes: the book titles and chapters, the sequence of tones, the temporal and consonant 
signs, martyrias and phthorai etc. 
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Since the old church music long continued to preserve its traditions, we feel the need 
to invoke Nicolae Iorga, who wrote the following words in his Byzantium after Byzantium: 
"Many new things come to the surface during this period, but at its basis the ever present 
Byzantine continuity remained, for the fall of Byzantium — concludes the Romanian scholar — 


took place at the dawn of the 19th century" (our translation) [53, p. 6]. 


2.1. Byzantine music during the time of Deacon Coresi’s printing activity 


By practicing the old church monody and printing a part of the books required by the 
Byzantine rite, Deacon Coresi paved forever the way to singing in the forefathers’ language. 
In this respect, Byzantinologist Gheorghe Ciobanu (1909-1995) emphasized: "Through his 
printing work, Coresi played a much more important role in preserving the old faith and the 
music of Byzantine origin than the supporters of his printing work had wished" (our 
translation) [37, pp. 131-135]. 

In the prefaces to his books, Coresi insists, for example, not only on the meaning to be 
assigned to the "word" read, but also to the purpose and manner of "singing praises to the 
Lord ... with voices of angels" (Octoihul slavonesc, I , 1574, p.38) (our translation). Also, in 
the Triod-Penticostar (Triodion-Pentecostarion), Coresi’s urge is more direct: "So I entreat 
you, young and old, who will read or sing, or write, for the love of Christ make things right 
T so that all of us .... will be blessed with peace and mercy, and thereafter, in the other 
world, will shine with light [and] grace, amen" (Targoviste, 1558, p.30). 

Among the teachers and ministers of the Church of Schei, in the time of Coresi's 
printing press, we mention Popa Dobre — "scholastico walahico" (1641-1572) — Popa Voicu 
(1572-1578), archpriest Mihai (1576-1605) — who studied ".. under the aegis of the 
Patriarchate of Ipek (Serbia) " and who, upon his return to Brasov, brought Tripesnicul slav 
and Bozidar Vukovic's Zbornik (Venice, 1530) including the Pripelile după Polieleu by 
Filotei the Monk of Cozia (14* — 15" c.), "and the melody they were sung to" [36, 269-292]. 
Equally known in that century were the names of Mihai's sons: Constantin (1536-1628) and 
Vasile (1628-1659) a.o. 

We certainly understand the reservation of researcher Alexander Mares about the 
authenticity of the epilogue in Octoihul mic de la Brasov (Small Octoechos from Brasov) 
(1570), according to which Deacon Oprea was psaltis and teacher at the Romanian school 
attached to the church of Schei [81, p. 34] [57, pp. 239-251]; the relevant bibliography, 


however, brings further and more recent issues to our attention. Thus, Petár Atanasov tells us 
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that the National Church Museum of History and Archaeology of Bulgaria holds, though no 
inventory number is specified, an Octoih mic (Small Octoechos) printed by Coresi and Oprea 
logofăt, i.e. that who was singing and teaching church singing in the eight tones [10, p. 135]. 


It is known, however, that in those 


l. Micul Octoih braşovean 
(12.VII 1556 - 14 I 1557) 


B sco pfinpicărom Xe feaiintaline + Ada qo understood as "scribe"; then would it not 
M Canpiumrnas ctronsscetro ÍT manina 
Té X chduanapnmdtanh ERAS DAO MIL Ge . i . 

(Y cute uamens Z op noct amt nf + ehrovscdan be possible for Oprea Diacul of Schei to 
1 PAORDCKOS freak wt mpa Ba DUUM WEIT AM RE CAA 

Bocni inoasAngosiaeqnu« C îropaan asi | 
mina gdvum rires cov AUS epauiscuomoy > have been one and the same person with 
B xyprunoráyt noCntuinir Ms CTEO AX 4 . MAPE 

nie Ont xx eir Lane BOT ms pana » ani 


days the term "diac" or "logofăt" was 


cage Cin aiie e anat knýr X COGO FA CHHKR * Ba 


Cana nini t ch dno chon Io Zn Awriemaro wa Ca nier "Oprea Logofatul, Coresi : S collaborator in 


noknamtemMarosăria - MAAKE ONIE rHCBERS PACT 
ac €i n , Wt nf . 

piete iniit oro KIONI oF editing the Octoechos of 1557" (our 
piano ROT IY AKUMTCM wa CC ATAGBAKALTM + Aa 
ton Ga data Ciijati3mtromt an ct, Ca HM EE : 
a wes Cora CMM aaa stef ATM Cx» translation) [7 1 » pp. 3 1-39]? 
pear MÄTE. Tamowe cie Curi f Sap se 

za to dmiinte gj shievs Toraseatorst MA BE _ 
pestes i pasa zartas + Heirtro AS a result of the Religius Reform 
eun ngias MRA» CHE Beavingro FAMILIA (4A > 

R2giduOHSUM AA EMCTR * TWTa4wKO 8068044 o A . . . 
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atatia Kopion 7 TPSasxemuscims + Henkes notes that in the 16 century the Orthodox 
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fe piedi egit Church also received religious books and 


that re "disseminated in th 
The first book printed by Coresi: Octoihul mic / Osmoglasnic hymns at WAS disse ated 


„Vă rog deci, tineri şi vârstnici şi bătrâni, care veţi citi sau veţi - " 

canta, sau veti scrie, pentru dragostea lui Hristos sa indreptati, iar pe churches of the Bihor County [86, p. X], 
noi, care cu osârdie am trudit la această lucrare, să ne 

binecuvântaţi...” (So please, young and old, who will read or sing or for example. 

write for the love of Christ, bless us, who have toiled so hard on this 


work... - our translation) The cultural and r eligious 
Brasov, 12 VII 1556 — 14 I 1557. 


interference of the previous centuries were 
followed, in the 16" century, by new melodies set to Romanian verses. As a first example, we 
will consider the carol Azi împăratul cerurilor (Today the King of Heaven) [43, p. 54] along 
with the melody of a Marienlied, to which Romanians from Transylvania adapted the verses 
of the Christmas carol: Trei păstori se întâlniră (Three Shepherds)“. A similar influence is 
noticed in the case of Odae cum harmoniis (J. Honterus, 1548) from which the melody no. 6 


was used, with Romanian text [/a de pre noi tu Doamne] (Take From Us, Lord) *. 


^ Regarding the singing of this song also by the Serbs, Slovaks, Poles and Hungarians, see Francis László, 
Brahms: Variatiuni pe melodia Trei păstori se întâlniră, in Studii de muzicologie, vol. XVIII, Editura Muzicală, 
Bucharest, 1984, pp. 219-239. 

? Romeo Ghircoiasiu, Contribuţii la istoria muzicii româneşti, Editura Muzicală, Bucharest, 1963, pp. 101-102; 
Idem, Un document muzical braşovean din sec. XVI — Odae cum harmoniis by J. Honterus, in "Muzica", 
Bucharest, Issue No. 10, 1965, p. 24; Odae cum harmoniis (Honterus), 1548. Reproduction in facsimile. 
Transcription, introductory study and supervision by Gernot Nussbăcher and Astrid Philippi, Editura Muzicală, 
Bucharest, 1983, pp. 19, 173-179, 288-289. 
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This retrospective look at the books printed by Deacon Coresi reinforces our idea that 
the translation into Romanian of the Latin terms of musical interest [85, p. 44] had a direct 
impact on the long practice of the medieval Byzantine music. If the "editorial production" 
signed by Coresi circulated in Wallachia, Moldavia and Transylvania alike, it means that the 
Orthodox Church music, whether from Schei, Putna or elsewhere, "was equally flourishing" 


and clearly structured on the "eight tones" passed 


down through tradition [30, p. 13]. 


3. A retrospective look on the Byzantine music of 
Scheii Braşovului in the 17" and 18" centuries 


The early 17” century witnessed the 


strengthening of the autonomy of the Romanians from 


Brasov in the administration of their church and 


= SS = school affairs, as compared to the long previous years 
Odae cum Harmoniis (J. Honterus, 1548) . . . 

Melody No. VI [Ja de pre noi tu Doamne] was of "strict control" by the Magistrate This may also be 
written by Petrus Tritonius (15"- 16^ c.). 


This melody was also sung to Romanian text (Għ. | the main reason that made the Saxon author Thomas 
Ciobanu, 1978, pp. 118, 127). 


Tartler write the following words: "...in 1615, the 
Romanians of Schei, the magistrate's jurisdiction, started choosing and training their own 
clergy" (our translation) [80, p. III]. 

It becomes therefore clear that during these two centuries, "St. Nicholas" Church of 
Scheii Braşovului“ continued to generate and sustain the Romanian people's hopes for the 
development of their school, as well as for the material reward that could be given to the 
teachers who, according to the regulations established by the Parish Committee, also had the 
obligation to sing on the kliros of the voivodal church, as psaltes and protopsaltes. 

If until the 18% century, the school of Schei was an "elementary school, or at most a 
clerks school, in which reading, writing and the singing of hymns were taught" [18, p. 5], 
beginning with the second half of the following century it joined the system of the "un-united 
national" schools with its administrative centre in Sibiu, headed between 1786 - 1808 by the 
remarkable teachers Demetrius Eustatievici (1730 - 1796) and Radu Tempea V (1768 — 
1824). 


* In the decree of 5 April 7164 (1656) issued by the Moldavian voivod Gheorghe Stefan (1653-1658), the Church 
of Schei is called "holy monastery — church", while the monastic cells were mentioned already in the previous 
century. Later, e.g. in 1820, priest Radu Verzea asked the magistrate from Brasov "... to take action against the 
29 monks and nuns whose number is growing in the bosom of this Archpriestship" (our translation) (C. Muslea, 
op.cit., vol.I, p.93). 
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From then onwards, the school of Schei rose above the level of an elementary school, 
falling under the official provisions of the "Ratio Educationis, 1770 - 1779" and offering three 
education programs: "the trivial school" (or elementary school), with 1-2 teachers; the "capital 
— central school", attended by future gymnasists, with three teachers and a "capital normal 
school" with a headmaster and 4-5 teachers [72, p. 40]. 

Although the information about the musical life of Byzantine tradition of the 17^ and 
18" centuries is extremely limited, the collection of German documents Quellen zur 


" 


Geschichte... contains a note mentioning that in 1696 the Romanians, "... use songs that 
imitate the Gregorian music". Even more useful in this respect are chronicler Johann Filstich’s 
notes (1684 - 1743), stating that, in general, Romanians are "very fond of religious services, 
which are very much different from those of the Catholics. They do not make use of the organ 
or other musical instruments, but have instead hymns that have an unpleasant and loud sound 
like that of a lament. The most notable hymns are taken from the Psalter of David and are 
adapted to the times of feast, so that on each day something from the Psalter is sung. However 
unpleasant their monotonous song sounds to strangers’ ears, they like it very much. In 
addition to this, they divided the Psalter of David after the interpretation of the seventy, from 
which they read psalms together, in a foreign language understood by few" (our translation) 
[cf. 58, p. 251-253]. 

After Johann Filtisch, the Monk and Professor Francisc Fasching too pointed out in 
Nova Dacia (1743, p. 77) the idea detached from the process of education practiced in Scheii 
Braşovului: "The Romanians — he says in that work — encourage a school that is a rare thing 
on earth, where teachers use their best endeavours to teach reading and writing to the small 
republic of their children, among whom there are also married people. Their letters resemble 
the Greek-Egyptian characters used by the Serbs. The main part of the education ends with 
the chants that largely imitate the Gregorian and Hebrew music" (author’s emphasis) (our 
translation) [cf. 58. p. 118]. 

The restrictive conditions of education of the Romanians in the 17" and 18" centuries 
and then the disastrous effects of Uniatism, when by order of the Austrian general N.A. 
Bukow many monasteries and over 150 hermitages were destroyed [78, p. 1], caused church 
music the loss of part of its organizational framework and of some of its specialized tutors. 
However, beginning with the first decades of the 18" century, a few Transylvanians, 
supported by Prince Constantin Brancoveanu and the Metropolitan of Bucharest, went to 
Wallachia (Bucharest, Buzau, Targoviste, Ramnic etc..) to study Byzantine traditional music. 


So did, for example, Bucur Grămăticul from Sâmbăta de Sus, Ioan sin Radului Duma from 
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Braşov, Naum Râmniceanu from Mărginimea Sibiului, and in the first decades of the 19" 
century also Nil Nicolae Poponea and George Ucenescu from Scheii Brasovului etc. These 
teachers contributed to the reawakening of musical education in Transylvania and 
consequently, the Romanianized chant followed the path traced by the psaltic music school of 
Bucharest — which produced the most skilled and gifted musician of the 18" century, i.e. 


Filothei sin Agai Jipei. 


3.1. The Church Hymn — object of study and prayer in the 17" and 18" centuries 


Despite the adverse conditions for a normal course of the educational process, there 
were, however, in the course of the two centuries, a few attempts by certain Romanian 
teachers to develop their own system, especially related to musical notation. If we consider 
the diacritical marks or the "oxia accents" and their role in the "modulation of the reading", or 
the recommendations of the printers or translators of liturgical texts to use a particular echos 
("tone") in the song, podoben or other marginal notes, we can understand the value and 
strength of tradition in the continuity of this music in the historic and geographic region of 
Transylvania. However, the political and religious turmoil of the 17" and 18" centuries 
entailed the occurrence of certain gaps in the evolution of the school of Brasov [75, p. 295]. 
But even in these harsh conditions, the continued efforts to overcome the difficulties of the 
times materialized in the study of the church Typikon and of the hymns to be sung at different 
church services. In 1627, a Regulation made for the Orthodox Church of Transylvania 
established, for example, that "the priest who does not know the Psalter, will pay 24 florins. 
And if the priest does not sing the liturgy with seven wafers (author's emphasis) he shall pay 
12 florins" (our translation) [39, pp. 396-602]. 

In the 17% century, the backbone of the school of Scheii Braşovului was the study of 
the reading and chanting from the Octoechos and from the Apostle, especially "for the 
practice of chanting and reading the pericope from the Sunday Divine Liturgy, which was the 
compulsory task of the cantor-teacher or of the students" (our translation) [58, p. 70]. 

One of the bucoavne (children’s textbooks) printed between the late 18" and early 19" 
century in Sibiu, in Georgie Clozius' printing house was indicating its content already in the 
title: "Bucoavna pentru învăţătura pruncilor de a să deprinde atât la cunoaşterea slovelor, la 
slovenire şi la cetanie căt şi la rânduiala Vecerniei, Utreniei si a sfintei Liturghii" (Children’s 
textbook for learning reading and the rite of the Vespers, Matins and Holy Liturgy) (n.y., 


p.59). Here is how certain typikonal norms like learning the tones, the podoben melodies, 
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were practiced since childhood. Comparing one of the prayer texts in this bucoavna with the 
art of psaltic music evoked in Hrisafi’s Troparion to the Disciples, translated by Filothei and 
embraced by Ioan Radu Duma, we notice a slight reverberation of the continuity of this idea: 
"Please [Lord] give my parents and teachers strength and courage to show me the right way" 
(our adapted translation). 

For over two centuries — 17^ and 18" c. — the teaching and school management duties 
were fulfilled both by teachers and by most of the priests of "St. Nicholas" Church. Thus, 
beginning with the 16" century, the local documents mentioned the teacher Dobre (1541 - 
1572), nephew of Popa Toma (1540 - 1566), mentioned as "scholasticus", then the two sons 
of archpriest Mihai (1576 - 1695), "schoolmaster Cárstea" (1584), Constantin (1586 - 1628) 
and Vasile (1628 - 1659), Ion Dascălu (1675 - 1682), who later became Josif Monahul, father 
of scholars David and Teodor Corbea; Florea sin Teodor Báran and Radu Tempea I (? - 
1713), a priest who served as teacher and deacon between 1691 and 1699; Deacon (and 
teacher) Gheorghe: Eustatie Grid, teacher, then priest (d. 1767); Petcu (Petru V.) Soanu, 
teacher, then priest between 1735 - 1741; Necula Cámpulungeanul, teacher, deacon and 
priest; Radu Tempea IV (1742 - 1781), teacher, deacon and priest, then the Dumesti like 
Gheorghe Radovici-Chifes; Gheorghe D. Hárs, Radu Tempea II, Dimitrie Eustatievici and 
others. From those mentioned above, many notes, chronicles and church manuscripts on 
school or religious issues have been handed down to us, of which, however, few with any 
musical content. All we know is that the following books remained in the family library after 
the death of Priest Radu Tempea IV: Tálcuirea Psalmilor lui David; Ioan Gură-de-Aur and 


" 7 and from Ioan Radu Duma, Psaltichia rumáneascá (BAR, 


"Carte de cântări cu note 
Ms.rom. No.4305), which was the only and most important musical manuscript in the 18" 
century. 

In the social, cultural and educational context of the time, the teachers of Schei, 
servants of the school and church, followed the injunction expressed in Metropolitan Antim 
Ivireanu's Pildele filosofesti, namely that "The man who knows any good craft has the duty to 
teach it to the one who does not know it. Otherwise he will commit a sin, hiding his greatest 


treasury and the gift that God has bestowed upon him" (our translation) [9, p. 113]. 


7 Regarding the Carte de cântări pe note, left as a legacy by Archpriest Radu Tempea IV, musicologist and 
composer Vasile Stanciu from Cluj-Napoca formulated the daring hypothesis that this "book could be either the 
Psaltichia of Filothei, or that of Radu Duma Braşoveanu, copied after Filotheifs original version, in 1751" 
(author's emphasis) (Vasile Stanciu, Muzica bisericeasca ortodoxa in Transilvania, Editura Presa Universitara, 
Cluj-Napoca, 1996, p.66). 

From our point of view, we are obviously interested, for the time being, in learning at least the circumstances in 
which the Ms.rom.4305 was transmitted to the school Ephory of Bucharest and from there to BAR, Department 
of Manuscripts. Until such information is found, any parenthesis regarding the said ms. still remains uncertain. 
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If we consider that the term didáskalos "was introduced and used by Justinian to name 
the teachers of the Platonic Academy, which he moved from Athens to Constantinople in 
529", then according to Stefan Bârsănescu, by the term dascăl used in the 16" century, "one 
should not understand an elementary school teacher, a gramatikos, but a teacher of a higher 
degree, mastering a wider range of knowledge" (our translation) [19, p. 233] able to be useful 
in many areas of education and church alike. A similar appreciation occurs in a notice by 
archpriest Tempea, who, in 1741, made the following recommendations to the priests of the 
Land of Bârsa: "... and tell the believers some ordinary homilies from Margarit (Carte de 
învățătură) (Educational Book), which you consider appropriate even for their slightest 
improvement, if not the priest, then the teacher" (author’s emphasis) [66, p. 236]. Here is an 
example showing that the teacher of the 17^ — 18" c. had good training and therefore was able 
to run a school as well as to fulfil some higher ecclesiastical tasks. 

Beginning with the ninth decade of the 18" century (1786), the school of Scheii 
Brasovului was faced with, and in some respects exceeded by Bishop Ghedeon Nichitici’s 
decision (1784-1788) to start in Sibiu the first training courses for the future priests and 
teachers of the Archdiocesan administrative territory. This highly promising initiative for the 
future of the Transylvanian youngsters was entrusted to the teachers originating from Brasov: 
Dimitrie Eustatievici (1730-1796) and Radu Tempea V (1768-1824) etc. 

As Sibiu would always remain the Metropolitan seat of Transylvania, the next century 
was going to witness new and important developments in the organization of the theological 


education and, along with it, of the church music of Byzantine origin [75, p. 386]. 


3.2. Symbols and diacritical marks used in the reading and chanting of religious texts 


The Romanian-Cyrillic palaeography studies emphasize the importance of the 
diacritical marks in the writing of old documents and in the printed church materials; the 
source of these propaedias or accents such as: the smooth and rough spirit, the acute and 
grave accent, which came into common use during the past centuries, was the Greek alphabet 
through Slavic writing. Although these marks would disappear with the introduction of the 
Latin alphabet, their existence in the religious books of the 16" to the mid-18" centuries was 
understood as "symbols of the modulating discourse", as had been the ekphonetic notation in 


the 8" to 14" centuries. 
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The significance of these "diacritical marks" was emphasized not only by Amédée 
Gastoué [45, pp. 12-18] but also by Priest I. D. Petrescu-Visarion (1884-1970) who also 
appreciated that in addition to their literary significance, these signs are "consistent only with 
the melodic progression" and therefore knowing them is of great importance to the music of 
the 10^ — 12" centuries (our translation) [73, p. 27]. Fr. J. Sulzer also mentioned them in the 
ninth decade of the 18" century, as follows: "Therefore, someone who would try to decipher, 
in terms of the Gregorian chant, that «Rorate, Resurrexi, Domine probasti me and Pascha 
nostrum» (Drop dew, I rose, O Lord, thou hast searched me out and Our Passover), should 
soon come to the 
conclusion that there are 


not only altered lower 


ry. 191-3] 


TA Ja us, 4 a 
IL} 49 sich kzrrz th, Alp € 


cases there, written after 
the Greek alphabet ... but in 
addition to them there also 
Greek accents, slightly 
modified, as well as their 


notes that are still in use" 


(author's emphasis) (our 
translation) [cf. 87, p. 207]. 
The study of the 


Dmuc Cirpuya na meu. Cupit, o Mă 


e. Săi asi Toad mue 2Eonnem Chums (ma 


Diacritical signs used in church singing (18 c.). 


manuscripts and books available in Scheii Braşovului indicates that these diacritical marks 
could not have gone unnoticed when the books were read in the church ritual, because they 
were studied in school by the future church ministers. Thus, in 1787, a "government decree" 
"was instructing the candidates to priesthood in their duties" [66, p. 186]. The poet Andrei 
Muresanu (1816-1863) noticed a similar situation and concluded: "Your must have noticed 
how ... all our religious books are printed with the prosody of the language, meaning that each 
word comes with its accent or oxia, as our singers call it, showing you where you have to 


heighten your voice and where not" (our translation) [65, pp. 145-146]. 


3.3. Dimitrie Eustatievici on the "heightening of the voice" and on the manner of reading 
the Gospel and the Epistle 


As a descendant of a Macedonian family settled in the village of Grid of the Fagaras 


region, Dimitrie Eustatievici, also known as Grideanul (1730-1796), was a noted Romanian 
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philologist and translator of the 18* century. After studying at the Kiev Theological Academy 
until 1753, where he acquired a thorough humanistic education in Greek, Slavic and Latin, 
and later most probably at Halle, D. Eustatievici returned to Şcheii Braşovului where he 
devoted himself to the social, pedagogic and cultural activities supported and appreciated at 
that time by the Transylvanian Enlightenment movement. As a bishop’s secretary between 
1762 and 1785 and as Director of the "un-united national schools" since 1786 to the end of his 
life, Dimitrie Eustatievici worked for the welfare of education. Beginning with 1786, in Sibiu, 
he organized and conducted a special program for the training of the village teachers. 

During the time spent in Scheii Brasovului, Dimitrie Eustatievici wrote Gramatica 
rumânească (Romanian Grammar) between 1755-1757, which was "his most important 
contribution to the local culture" (our translation), according to the specialists in the field [5, 
pp. 339-340]. Although influenced by the structure and terminology of some foreign works of 
the period like: the Slavonic Grammar (1619) by Meletius Smotritki, translated into 
Romanian in two editions, one in Snagov in 1607, and one in Ramnic in 1755, or the Greek 
works written by Constantin Lascoris and A. Catifora, or Elemente gramaticale latine signed 
by Grigorius Molnar (Cluj, 1556), Demetrius Eustatievici's Gramatica rumânească 
introduced in the didactic and scientific circuit relevant explanations on prosody and 
versification (verse, foot, caesura, rhythm and rhyme) with references to many neologisms in 
New Greek and Latin [44]. 

Regarding the understanding, application and continuity in the reading of manuscripts 
and church printed materials, we believe that Demetrius Eustatievici’s work determined a 
deeper clarification and perpetuation of the diacritical marks used in the 18" and 19" 
centuries. 

Dimitrie Eustatievici's Gramatica, although used only in manuscript, represented a 
remarkable event in the academic life of the late 18" and early 19" century. Those who 
appreciated it included, for example, the Viennese diplomat Franz Joseph Sulzer (1735 - 
1791), who dedicated it a comprehensive study in his second volume entitled Geschichte des 
transalpinischen Daciens, Vienna, 1871, pp.151-269. 

But why would we consider this work so important for the content of our study? 
Because the ten "points" like: oxia, varia, macră, perispomeni etc., provide us with a better 
understanding of the role of these signs in the study and old traditional practice of reading in 
schools and, of course, in the Church of Scheii Brasovului. If we also consider that D. 
Eustatievici conducted the first professional training programs for Transylvanian school 


teachers (Sibiu, 1786), then we can certainly infer that writing and reading after the 
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ekphonetic signs was, at that time, a specialization with a critical role in the musicalization of 
the liturgical texts of the Gospel and Epistle, as well as in the reading and singing on the 
kliros. 

At the end of the 18" century, i.e. in 1790, in Sibiu, Dimitrie Eustatievici printed 
Desvoltatele si tálcuitele evanghelii a duminecilor, sărbătorilor si oarecărora zile spre 
trebuin{a a catehefilor si a dascălilor neunifi [A4] — a book in 17,7x10,7 cm format, "that we 
must read...., scrutinize and understand, .... in order to learn the teachings about our good 
customs" (our translation). In sign of appreciation, Nicolae Iorga noted that the Desvoltatele 


" 


şi tilcuitele evanghelii are "... the first official printed publication of the Transylvanian 
Orthodox Church- (our translation) [cf. 66, p. 150]. 

Addressing himself to the Romanian schools in Transylvania, Demetrius Eustatievici 
was referring primarily to the teachers who would have to "preach the Gospel or the Epistle 
through the disciples gathered: to read together and slowly" (our translation). However, 
today's reader can notice that through the manner of explaining the Gospel and the Epistle he 
also had in view "... the manner of reading ... rarely and clearly ..." (our translation), i.e. the 
traditional manner of melodization similar to the ekphonetic recitative [74, p. 14]. 

The methodological recommendations of Demetrius Eustatievici also include the idea 
that the teacher had to be the first to demonstrate how the Gospel and Epistle were to be read 
"or to assign the reading to a skilled apprentice"; then, the teacher "tells [the students] to 
repeat them all together and then one at a time". 

The teaching and learning of these two "subject matters" also involved a certain 
monetary contribution, as is confirmed by a note dating from Ioan Duma's time, according to 
which for the learning of the Epistle, each child had to pay the teacher "6 florins and a cart of 
wood" (our translation) [72, p. 97], i.e. more than the amount paid for the study of the 
Octoechos or the Psalter, for example. 

Here are, therefore, two didactic works ingeniously developed or translated (adapted) 
by Priest Dimitrie Eustatievici, which were to influence, technically and methodically, the 
church Typikon and chanting not only in "St. Nicholas" Church of Scheii Braşovului but also 


throughout the entire Transylvanian province. 


* According to Dimitrie Eustatievici, the Gospel and the Epistle were to be studied in two hours per week. "If, 
nevertheless, it is decided that they should be taught in one year, then both the Gospel and the Epistle shall have 
to be taught in one hour per week, each" (our translation). (Dezvoltatele si tálcuitele evanghelii..., 1790, p.5). 
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3.4. Ioan sin Radului Duma Braşoveanu — teacher and protopsaltis at "St. Nicholas" 
Church 


After August, 1751, Radu Duma’s son [72, p. 97], signed the manuscript Psaltichia 
rumănească and in consideration of his teaching activity he was paid "for three months’ 
work" (26 August 1758). 

Radu Ioan Duma was an enlightened scholar, as proven by the "... many books [that 
he] translated from Latin, Greek and Serbian into Romanian" (our translation) [7, p. 987]. 

The school and church records and the comprehensive bibliography on the two local 
institutions, reveal the fact that on May 20, 1759, Ioan Radu Duma was employed by the 


Parish Committee of Schei, for one 
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e a year" (our translation) [66, p. 298]. 
The commitment made by the 


second teacher, i.e. Radu Tempea IV 


m 
- 


Teacher Radu Duma (son of priest Dimitrie Duma) signs the contract that he bound himself "to be obedient ... 
appointing him to serve on the kliros of St. Nicholas Church. . g A 
Braşov, December-January 1776 and to put all his efforts into teaching the 
(Musical Archive of Şcheii Braşovului, Protocols Fund). 


children in school and in church and to 
obey his headmaster (our emphasis), i.e. Duma [Ioan sin Radului Duma] " (our translation) 
[66, p. 298]. These notes and others that will be mentioned at the appropriate time reveal an 
intense and meritorious activity of teacher Duma until October 10, 1776, when he passed into 
eternity. 

Although in his works, loan Radu Duma earnestly and passionately advocated the 
introduction of Romanianized hymns in the voivodal Church of Şchei, one can notice that on 
August 28, 1767, the learned Transylvanian teacher was binding himself to "willingly and 


freely teach four children, in Greek, teachings, hymns and all of the church’s ordinances" [72, 
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p. 25], and in another place "to teach the Greek language to all the children coming to school" 
(our translation) [72, p. 97]. 

We assume that this somewhat duplicitous attitude was the result of the connections of 
the people of Brasov with Wallachia and implicitly with the Phanariot officials, who had 
granted them certain trading privileges. In fact, according to O. L. Cosma, at the end of the 
century there occurred "a true neo-Greek renaissance, which nevertheless would not lead to 
the strengthening of the Greek language in the Romanian society, but exactly to the opposite, 
serving the same legitimate imperative: the awakening of the national consciousness , which 
aimed at extending and generalizing the practice of singing in Romanian" (our translation) 
[42, p. 367]. 

The years that loan Radu Duma spent at the head of the school of Schei, as teacher and 
singer, were very productive in the practice of singing in Romanian as well in placing the 
Romanian language alongside the theory and practice of the Pedagogy, Octoechos, Psalter 
and Epistle. During these years, loan Radu Duma’s personal qualities enabled him to establish 
new collaborations with the renowned teachers Gheorghe Radovici-Chifes, Gheorghe 
Dascălul (1760-1763), Radu Duma the writer (in 1772 and in 1776) and Radu Tempea V 
(1742-1781). 

Through his entire activity — concludes Byzantinologist Sebastian Barbu-Bucur — 
"Ioan sin Radul Brasoveanul ranks among the outstanding precursors of our culture" (our 


translation) [11, p. 27]. 


3.5. "Psaltichia rumáneascá" from 1751 — a moment and monument of Byzantine 
musical tradition in Transylvania 

During the time he studied in Bucharest, Ioan sin Radului Duma Brasoveanu created 
one of the most important works of Byzantine traditional music, entitled Psaltichia 
rumáneascá and dated August 1, 1751. This work came almost 38 years after the first similar 
success achieved by Hieromonk Filothei sin Agai Jipei [12, pp. 27-32]. 

Capturing the spirit of his time, the scholar and protopsaltis from Brasov dedicated his 
entire efforts to the idea of putting the kliros music into the language of its land and giving it 
its historical and social significance, "because — as Ioan Radu Duma would note — it is more 
useful for each Christian people to sing and kiss in its own language" or, addressing the 
"Honest musicians” he said that "they came from Greece ... to your benefit" (our translation) 


[13, pp. 161-173, 176-178]. 
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3 As noticed by most Romanian musicologists 
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utm EJ A ee Propedia (The Propaedia)  (fol4-7); Anastasima 
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(fol.197'-226"); | Catavasierul (the ^ Katavasiar) 
"Psaltichia rumáneascá" of 1751. (fol.272'-339"); Liturghierul (Liturgical Book) 

The scribe and teacher of psaltic music in Şcheii 


Brasovului was Ioan sin Radului Duma (fol.3 1 1'-339"), 
Brasoveanu, Radu Duma’s second son. 


(Romanian Academy Library, Ms.rom. 4305, Compared to Ms.rom., BAR, No.6, Ioan 
fol.4-7^. 


Duma's Psaltichia also includes the hymns of the 
Triodul-stihirar [17, pp. 380-480]: hymns for Duminica Vameşului si a Fariseului (the 
Sunday of the Publican and Pharisee) — stichera and praises (fol.198'-201'); Sâmbăta si 
Dumineca lásatului de carne (Meatfare Saturday and 
Sunday) (fol.201'-206'); Săptămâna brânzei (Cheesfare 
Week) (fol.206'-210") Dumineca brânzei (Cheesfare 
Sunday) (fol.210'-214); Monday, the first day of fasting 
(fol.214'-215") and then the other hymns of the Triodion; 


HERUVIC 


then the polyeleos "Robii Domnului" (Servants of the 
Lord)  (fol.300'-305'); Doxology (fo1.305-3075; 
Communion Hymns (tones 2, 3, 5, 7 and 8) (fol.314"- 
316"? after Hrisafi, tone 4 (fol.315"*) after Neon Patron 
and Stichira Musicestile organe (The Sticheron: The 
Musical Organs) (fol.330'-331") is characterized by a 

Heruvic from „Psaltichia rumănească”, 


more prolonged ferirem compared to the same hymn by fol.311°-312', 


Filothei (fol.60"). 


? We believe that the lack of hymns in Tone 6 can be justified in the sense mentioned by Ioan Duma: "You can 
sing in Tone 2 instead of Tone 6, for there is almost no difference" (our translation) (Ms. 4305, f.312"). 
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A reading of the Cherubic hymns composed by Hrisafi and then "Romanianized" by 
the "enlightened monk Filothei" [76, p. 18], and later by Ioan Radu Duma, confirms our 
observation that the identifiable rhythmic values unfold in a freely determined sequence, 
suitable for the heterogeneous patterns drawn from the ancient universal practice of the 
trochaic, iambic, dactylic and sapphic, peonic and pyrrhic rhythms etc. [48, p. 83] "As a 
general conclusive consideration — notes prof. Dr. Victor Giuleanu — the rhythm in 
Byzantine music - with all its components - remains true to the melody, which is the main 
factor of expression in this art; its forms therefore firmly conform to the course of the 


melody" (our translation) [48, p. 83]. 


Rhythmic formulas and combinations drawn from the Rhythmic formulas and combinations drawn 
"Psaltichia rumáneascá" of 1751. from the local repertoire of carols. 


The investigations based on a large historical and musicological literature and on the direct 
research of archival and musical documents on the cultural and religious facts of life in the 
17 and 18" centuries, enable us to make the following conclusive remarks: 

> From the wide palette of preoccupations that people had during the two centuries 
under considerations, there clearly emerges the effort of the Romanian hierarchs, priests and 
teachers for the translation of religious books, for the organization of local education and for 
the celebration of the religious services in the Romanian language. In such an appropriate 
framework for the religious hymns set to Romanian lyrics, the school of Şcheii Braşovului 
continued to represent a landmark for the entire life of the community in southern 
Transylvania and, of course, in Tara Barsei. 

» As a protector of the ancestral traditions, Voivode Constantin Brâncoveanu together 
with Antim Ivireanul, Metropolitan of Ungro Wallachia, vigorously supported the 


preservation of our religious unity, while also fostering the cultural, religious and educational 
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ties between Walachia and Transylvania. The name of Bucur Grămăticul from Sâmbăta de 
Sus [35, pp. 307-316], along with those of the Corbea brothers [24, pp. 28-44], Ivan 
Făgărăşanul [82, p. 81] or loan Radu Duma from Schei are the most powerful examples 
illustrating the above ideas. The strengthening of such collaborations was also beneficial to 
the practice of kliros singing, through its direct ties with the psaltic music schools of 
Bucharest, or with those established in Campulung, Targoviste and Ramnic. 

> The 18" century in particular witnessed a strong support of the process of 
"Romanianization" [14, pp. 836-860] of church hymns. Thus, the translations that followed 
"closely the Greek melodic line" or a melodic line that was "slightly adapted to the Romanian 
language prosody and word order", were replaced by genuine musical creations — melody and 
text - and also by a certain technique of "shortening" the musical discourse, as we learn from 
the Romanian musical manuscripts: 61 — Filothei or 4305 — loan Radu Duma. 

» By virtue of his capacity as didáskalos and headmaster of the school of Schei, Ioan 
Radu Duma and later Demetrius Eustatievici put forth the idea that the progress of education 
depended on the passage of a didactic time in which the focus had to be set on the learning 
and application of the ekphonetic signs, the study of the "Propaedia" and of the other books 
that are indispensable to the religious service: the Octoechos, the Epistle, the Gospel, the 
Psalter etc. 

> The city of Brasov, like the entire southern Transylvania, including the Orthodox 
churches from inside the Southern Carpathians bend (Covasna and Harghita) [20, pp. 161- 
165]? [55, pp. 102-122], was always in consonance with the music of the Wallachian and 
Moldavian psaltes, and especially with the music practiced in Bucharest. The books, the 
education and the movement of people and of the church servants represented just as many 
ties with the unmistakable vein of the Romanian Orthodox Church songs: the music of 


Byzantine tradition. 


? Doina Braicu and Victor Bunea, Cartea veche românească din secolele XVI-XVII ín colecţiile Arhiepiscopiei 
Sibiului, Editura Centrului Mitropolitan, Sibiu, 1980 (see the references about towns that hold old books in 
chapter 5 Toponimice, pp.161-165, in the Covasna and Harghita counties); Ioan Lacatusu, Identitate şi cultură la 
românii din secuime, Editura Carpatica, Cluj-Napoca, 1995, pp.102-122. 
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4. The 1814 Chrysanthine Reform and its new perspectives 
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The examples are extracted from the following 
collections: Sabin V. Dragoi, 303 Colinde, 
1931, (ex.24, 87, 92, 121, 206, 222, 234, 269, 
300); Emilia Comisel, Antologie folclorica din 
Tinutul Padurenilor, 1964 (ex. 16, 19) and 
Emilia Comisel & collaborators Colindam 
Domnului bunu, 1998 (ex. 16b, 34b, 39, 45). 


The attention paid to the worship languages in these 
historical places, since ancient times until the mid-19" 
century, confirms once again that the religious music from 
the Intra-Carpathian area was always in consonance with 
the music sung in the monasteries of Moldavia and 
Wallachia. Therefore we believe that the teachers and 
protopsaltes of the past, like Hieromonk Filothei from the 
Metropolitanate of Bucharest, loan sin Duma Braşoveanu, 
Agachie of Căldăruşani and Bishop Ghenadie, Nectarie 
Frimu, Bishop Filothei and Ghelasie of Buzău, while being 
familiar with the evolution of the old church music, had a 
direct contribution to the "Romanianization" of the hymns 
that, in time, took on new ramifications under the pen of the 


Romanian protopsaltes [29, pp. 126-129]. 


Considering the words of Archimandrite Grigorie Rimniceanu in the preface to the 


Catavasier printed in 1790, that "There is no other human power, more enlightening or more 


powerful a catalyst in changing our emotions, than the art of singing ... in church .... to God" 


(our translation) [60, pp. 511-520], we learn that "the priest Voina Pitiş al bătrân of Schei, 


uncle of Father Bonifacius, was the first to urge the permanent replacement of the religious 


hymn sung in Greek, in church, with that sung in Romanian" (our translation) [34, p. 327]. 


But how did the 19" century church music evolve in Brasov and in several other 


cultural and religious centres of southern Transylvania? For the time being, we note that by 


empowering the Bishop Ghedeon Nichitici (1784-1788), Professor Dimitrie Eustatievici 


(1730-1796) from Sibiu fulfilled his mission, in that "... from now on there will be no priest or 


cantor who does not learn at a normal school or show the certificate of such learning" (our 


translation) [6, p. 215]. 
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Anton Pann, Axion, in Liturghierul de strană, Anton Pann, Axion, Musical Archive of Scheii 
2001, pp. 38-39. Brasovului (Ms. in the Tiberiu Brediceanu 
Fund). 


And although the Chrysanthine Reform [28, pp. 79-82] had entered the path of the 
transformations established in Constantinople (1814) by the three reformers, Metropolitan 
Chrysanthus, Hourmouzios Hartofilax and Gregory Levite, and although there already existed 
regulations in favour of the psaltic music education, the tradition of learning the singing of 
hymns "by practice" continued to exist undisturbed. So, the question: "why?" arises. For, as is 
well known, the first authors of the reform in Bucharest, Petros Efesios and Dionisie Fotino, 
din not consider accompanying their music by a liturgical text in Romanian [83, p. 25]. This 
was the main reason that determined "poor Makarios" — as Nicolae Iorga tells us — to beat the 
roads of Vienna, helped by Nil Poponea of Sibiu, in order to print in 1823 his three major 
books of Byzantine music (with Romanian text and Cyrillic alphabet): the Theoretikon, the 
Anastasimatarion and the Irmologion. Below is the confession of the learned hieromonk 
about this brave undertaking: "It is well known to all that our church, on behalf of which we 
humbly lay this notice before you, is entirely deprived of a proper order of the church hymns, 
and therefore the Romanian chanters, quite skilled in the art of singing psaltic music, but not 
having books in our own language, are forced to sing most hymns in Greek, not understanding 
what they are singing, neither they nor their listeners" (our translation) [62, p. 124] 


[25, pp. 239-252]. 
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y Thus, around the middle of the 19" century, a 
A E monk, writer of Byzantine music, poet and 
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exceptional orator, left the Sinaia Monastery, crossing 
Predeal and heading for Scheii Braşovului: Varlaam 
Bărăncescu (b. 29 January, 1868, in Contingheni, 
Hotin — d. 12 January, 1894, Ciolanu Monastery - 
Buzău). His life and work were described by 
Sebastian Barbu Bucur, Gabriel Cocora and Nicu 
Moldoveanu, and later by Vasile Stanciu and 
lexicographer Gh. C. lonescu!!. 

Varlaam Bărăncescu, a monk endowed with 
Se pee o o L ad palig 


(Scheii Braşovului Library, Catalogue No. 906). monody, chanted on the right kliros of "St. Nicholas" 


Church of Şchei for nearly ten years. During that 


period, he was not only a teacher of the psaltic music extracurricular classes, but also George 
Ucenescu's first mentor", between 1839-1844. 

The hymns preserved in manuscript form, along with his presence among "the honest 
subscribers and helpers to the printing of the ecclesiastical musical books" signed by Anton 
Pann, reveal the fact that as a teacher, Varlaam Báráncescu was devoted to the aspirations of 
his time. Not only did he fully understand the profoundness of the Romanianization of the 
music of Byzantine tradition, but he even contributed to its perfection. For example, an 
anonymous scribe wrote the following words around 1850: "Other very beautiful cherubic 
hymns, composed and introduced by Hieromonk Varlaam" [32, p. 37-44]; or "Doxology in 
tone legetos, written by Monk Varlaam from the Holy Sinaia Monastery") (our translation) 
[32, p. 37-44]. 

From other manuscripts preserved in Schei, about which we made some clarifications 


in the past years [32, p. 37-44] [27, p. 2], we know that Protosingel Varlaam is also the author 


'' See the works of the aforementioned authors at the relevant infra note (Sebastian Barbu-Bucur, Scoala de 
psaltichie din Buzáu, Graduation Thesis, Bucharest, 1957; Gabriel Cocora, Protosinghelul Varlaam. Contributii 
la istoria muzicii bisericesti, in "Glasul Bisericii", Bucharest, Issue No. 11-12, 1982, pp. 883-915; Vasile 
Stanciu, Muzica bisericeascá ortodoxa ín Transilvania, Editura Presa Universitará, Cluj-Napoca, 1996, pp. 66- 
68; George Ionescu C., Muzica bizantina in Romania. Dictionar cronologic, Bucharest, Editura Sagittarius, 
2003, pp. 130-131). 

" The dates established by George Ucenescu for the years when he studied with Hierodeacon Varlaam (see V.D. 
Nicolescu, Manuscrisul Ucenescu..., p. 84) are rejected, as unauthentic, by musicologist Alexie Al. Buzera. 
Protosinghelul Varlaam si popasurile lui in Oltenia, in "Acta Musicae Byzantinae", vol. I, Centrul de Studii 
Bizantine, Iasi, Issue No. 1, 2000, pp. 95-97. 


37 


of Cinstitul Paraclis I and Cinstitul Paraclis IT. However, according to other older records 
held by the same institution, these musical documents ("hrisoave muzicale”) belong to cantor 
Vasile Saftu. The error was obviously caused by the reading of only the covers of the work in 
question. We believe that by clarifying the authorship of these hymns, we have done justice to 
the one who contributed, here over the Carpathians, to the "Romanianization" of church 
hymns [4]. 

Though slightly overshadowed by Anton Pann’s considerations on the way he had 
educated G. Ucenescu, protosingel Varlaam Bărăncescu understood and conscientiously 
interpreted many of Anton Pann’s works. The Responses to the Liturgy, Tone 5, adapted by 
this monk after A. Pann, are the most emblematic monodies known in our Church. It also 
must be said that Îngerul a strigat (The Angel Cried Out), Tone 3 and Vrednicá esti (Thou Art 
Worthy), Tone 5 [70, p. 67], the Polyeleos Robii Domnului (Servants of the Lord), Tone 5, or 
Fericit barbatul (Happy the Man), Tone 7, have continued to be sung to this day. We also 
appreciate that Protosingel Varlaam had a certain predilection for Tones 3, 5 and 8. 

In all the cases, however, according to lexicographer Gheorghe C. Ionescu, Varlaam’s 
monodies are "inspired and melodic and some are still sung today with the same pleasure and 
artistic dedication" (our translation) [51, p. 354]. 

But the key moment in the theoretical and practical understanding of the Chrysanthine 
reform in the cultural and religious area of Brasov is undoubtedly credited to Anton Pann 
(1796-1854). In the course of his travels from Bucharest or Râmnicu Vâlcea over the 
Carpathians (1821, 1828, but especially in 1850), A. Pann came to realize both the lack of 
professionals in this field, and the actual status of the Chrysanthine reform, by which the 
Cucuzelian notation was abandoned. After proving his talent as a composer and singer during 
the few times spent in Schei, this bard of the first half of the 19" century remained attached to 
the local Parish Committee. At the request of the people of Brasov, he recommended, for 
example, the singers Mihalache Popescu or Gheorghe Ionescu, his former seminary students, 
for appointment as kliros singers at "St. Nicholas" Church. As a teacher and witness to the 
signing of these appointments, Anton Pann asserted his firm opinion: "He [Mihalache 
Popescu] is assigned the task of singing in church on Sundays and on holy days, all the year 
round, and to perform the Holy Services according to the local customs" [2, p. 221], and also 
to "teach six or eight children the System of ecclesiastical music after the method printed by d. 
Anton Pann, teacher at the Bucharest Seminar" (author’s emphasis) [2, p. 224]. In the case of 


George Ionescu, we point out another observation written in his contract, to which A. Pann 
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was "witness": "To sing in church hymns written with skill, and not from practice, and 
without using any Greek words at all" (our translation) [2, p. 224]. 

As the recommended psaltes did not stay long in Brasov for various reasons, the 
Parish Committee and archpriest Iosif Barac had the inspired idea to propose to Anton Pann in 


—— 1850, upon his third return to 
TTE Y Haggai donne: AKE notes ie: POETE Pitt ead e 
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1851 - March 1853) the 
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Anti-acsionul Nasterii Domnului, composed by 
Psaltis George Ucenescu. teacher, Anton Pann, was also a 


member, contained the 
following words: "George Ucenescu.. went through all the parts of the theoretical and 
practical basis of this system, including the melody, composition and orthography, as well as 
all the verses of the stichiraric, irmologic and calaphonic melodies... along with the rules of 
versification. This certificate is bestowed upon him and grants him recognition as skilled 
singer and teacher of this art, wherever presented" (our translation) [67, p. 10]. 

As singer on the right kliros of "St. Nicholas" Church of Scheii Braşovului and teacher 
of hymns at the first Romanian Gymnasium, founded in 1850, George Ucenescu contributed 
to the full implementation of the Chrysanthine reform, covering all the relevant aspects: 
school of psaltic music for apprentices, education, working method and composition in the 
spirit of Byzantine music. 

The contract with the Parish Committee of Schei also enabled George Ucenescu to 
organize a private course of psaltic music for the training of 24 young people selected from 
the four primary classes and the 1* Gymnasium class of Schei, some of whom originating 


from Budila, Ghimbav, Sácele, Tarlungeni, Turches, Fagaras. He worked with them for three 
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years, "one hour every day, Sundays and holy days included" (our translation)”. Using the 
books printed by Hieromonk Macarie and especially those of his teacher, Anton Pann, 
primarily Bazul teoretic şi practic al muzicii bisericeşti... (Bucharest, 1854) [2], George 
Ucenescu "was a vigorous defender of traditional psaltic music, composing or shortening for 
his students many songs with direct applicability both in the learning process, and in the kliros 
singing (our translation). Thus, between 1853 and 1880, during the elaboration of his work 
"Tractatu teoretico-practicu de musica eclesiastica gr.orientala" [67, pp. 31-32] [32, pp. 246- 
255], G. Ucenescu also composed over 54 different songs (cherubic hymns, axions, stichera, 
troparia, hirmoi, Polyeleos etc..), that he wrote in neat calligraphy and dedicated to his 
students. Also, besides these miniature works he also turned to the works of Hieromonk 
Macarie, Anton Pann, Petru Lampadarios, Grigorios Protopsaltis, Dimitrie (Dimitrita) 
Suceveanu a.o., making them more accessible by "removing the rhythmic and melodic 
difficulties" (our translation) and clearly specifying: "Anti-axion of the Assumption of Mary. 
Abridged for my pupils, on July 30, 1856; Anti-axion of the Entry into the Temple thus 
composed for my pupils. November 20, 1858" etc. (our translation) [30, pp. 80-87]. 

The investigations of Hieromonk Mihail Harbuzaru brought to our attention the 
existence, at the Sinaia Monastery, of several other musical manuscripts belonging to 
Protopsaltis George Ucenescu. According to the notes of this scribe, these new discoveries 
belonged to the period when George Ucenescu was studying in Bucharest (February 1851 - 
March 1853), under the direct guidance of his 


teacher, Anton Pann. 
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Antologhion (Antologion) (Ms.rom.-gr. 44) [49, pp. 7-8]. 

As a result of the evolution of the psaltic music education, two important documents 
are known today, namely Atestatul elevului Alexandru Odor (Certificate granted to student 
Alexandru Obor), signed by George Ucenescu [30, p. 13] and Decret de denumire pentru 
postul dăscălesc (Decree of appointment as a teacher) granted to another one of his students, 
Florea Roncea, a document signed and sealed by Saint Hierarch Andrei Saguna, Metropolitan 
of Transylvania [30, p. 125, nota 21]. 

However, this flourishing stage of the Byzantine (psaltic) music of after 1814 
eventually faded into obscurity with the introduction of choral harmonic singing in the 
curriculum and in church, at the initiative of the teachers Pantelimon Dima and Nicolae Popp 
[26, p. 7] who had earned their 
university degrees in Western Europe. 
Mindful of such a prospect, Gavriil 
Munteanu (1812-1869), the then 


principal of the Gymnasium, addressed 
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principal — "that not everything new is 
also good and not everything old is also 
Sus RRA bad" (our translation) [1, p. 32]. 
Decree of appointment for the teaching post After several years, during which 
(Florea Roncea) 


(Archive of the Metropolitanate of Ardeal, Sibiu, Doc. No. 783, 1860). church music was taught in Sibiu after 


the melodies notated by Demetrius 


Cuntan, George Ucenescu made the following confession: "And let it be known that in olden 
times our church hymns were sung after the art of the Greek psaltiki , but after my death I 
believe that no one will sing after the Eastern notes, but will use their own discretion" 
(September 22, 1889, Brasov) (our translation) [67, p. 84]. 

Although the notes signed by Protopsaltis George Ucenescu are quite laconic, they are 


highly informative. Thus, we learn, for example, that his friend "the deacon-monk Filaret 
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Dumbrava (b. 1831, in Moldavia — d. November 14, 1885, in Brasov) ... died and was buried 
on the 17"" (our translation)". 

But Filaret Dumbrava was one of the few professional singers who served "St. 
Nicholas" Church as kliros singer for 13 years. His voice had a pleasant timbre and he had a 
cultivated musical ear and a stentorian voice. After his application for priesthood was rejected 
[80] he continued to be a simple singer, along with George Ucenescu. 

According to the Contract signed before the Parish Committee of Schei (6/18 April 
1868), Filaret Dumbrava bound himself, among other things, "to sing by the art of the psaltiki, 
i.e. by the books of psaltic music, all the evening and morning hymns on all the Sundays and 
holy days, all the year round, with reverent awe, by the strict rules of the Typikon of our Holy 
Church; to devotedly train 6 young men in the art of psaltic music, that the Parish Committee 
would assign to him, for Sundays and holy days" (our adapted translation) [3]. 

At the early 20" century, the Byzantine monody of Scheii Braşovului was still present 
thanks to Prof. Ph.D. Sterie Stinghe (1874-1957) [21, p. 18]. 


As a result of the continuity and, obviously, of the didactic and religious activities 
embraced by the Church of Scheii Brasovului, Byzantine music received for centuries a 
constant support that will be summarized in the few conclusive ideas below: 

1. Since as far back as 1495, "St. Nicholas" Church was very persistent in having the 
religious and communal services provided by priests, deacons and music teachers (singers) 
with a good theological education and chanting practice confirmed by tradition. 

2. The relations established between the major Romanian provinces (Transylvania, 
Moldavia and Wallachia), as well as between the voivodal monasteries and churches from 
Neamt, Putna, Buzau, Targoviste, Ramnic and Bucharest, contributed to the generalization of 
the Typikon rules and later to the exchange and donations of church books and artefacts 
between the church ministers etc. 

3. The encouragement and determination of the priests and scholars of the time for the 
church services to be conducted in the Romanian language resulted in an increased number of 
religious printed materials, which had a strong influence on the Orthodox religious education 


in Transylvania. 


14 See the note in Mineiul pe luna lui August, Sibiu, 1854, inv. no. 1115, fila 2". 
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The presence of Deacon Coresi in Braşov (16" c.) also marked the beginning of the 
irreversible process of Romanianization of church hymns and texts that were suitable for the 
local Typikonal order. 

4. Those who contributed to the development of the Byzantine music practiced in 
Scheii Brasovului, by personal example and as authors of books and manuscripts of vital 
importance, were Dimitrie Eustatievici and loan sin Radului Duma Braşoveanu; in their days, 
ekphonetic singing and the singing in Cucuzelian monody style reached their peak, especially 
through Psaltichia rumănească in 1751, which was copied after the model of the wise 
hieromonk from the Bucharest Metropolitanate — Filothei sin Agai Jipei. 

5. The Chrysanthine reform of 1814 represented no doubt the most useful stage in the 
evolution of Byzantine music. The books printed by Hieromonk Macarie (Vienna, 1823) and 
Bazul teoretic si practic al muzicii bisericesti (Bucharest, 1845) by Anton Pann laid the 
foundation for the development of the Byzantine music school of Scheii Braşovului. 

Renowned protopsaltes like Varlaam Báráncescu, George Ucenescu, Nicolae 
Bratescu, Filaret Dumbrava a.o. created, in their turn, a rich and valuable church music 
repertoire. The 18 manuscripts of Scheii Braşovului, with neumes and linear notation, prove, 
to our knowledge, the diligence and gift of the Byzantine monodists who faithfully and 
skilfully served the voivodal Orthodox Church of Scheii Braşovului. 
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